Abstract: Steve McCaffery describes sound poetry as a "new way to blow out candles" and "what sound poets do." In his brief survey of sound poetry, McCaffery describes the genealogy of sound poetry from its earliest formalized birth during Russian futurism (found in the experiments of Khlebnikov and Kruchenykh) and builds his survey until North America, 1978. This essay considers the history of sound poetry, a history that has no history, but retains the avant-garde experimentalism of modernist poetics. By looking at sound poems by Raoul Hausmann and Kurt Schwitters; the sound-experiments of Diamanda Galás; performance in sound poetry; the influence of "primal therapy" (which emphasizes the therapeutic potential of the scream); and the theological tradition of glossolalia, I demonstrate how the noisiness and non-sense of sound poetry offers a variety of forms of political engagement against hegemonic uses of sound and silence. Sound poetry is notable in that it is loud-originally being called Lautgedichte or literally "loud poems"-and this brash noise opens up a heterotopic space of acoustic potential: of potential sonic engagement outside of normative chirps, whistles, vocalizations, glottal stops, fricatives, and speech. This "sonic engagement" is grounded in the new theoretical concept of what I call "arche-speech" or "arche-sound."
Diamanda Galás; performance in sound poetry; the influence of "primal therapy" (which emphasizes the therapeutic potential of the scream); and the theological tradition of glossolalia, I will demonstrate how the noisiness and non-sense of sound poetry offers a variety of forms of political engagement against hegemonic uses of sound and silence. Sound poetry is notable in that it is loud-it was originally called Lautgedichte or literally "loud poems"-and this brash noise opens up a heterotopic space of acoustic potential: of potential sonic engagement outside of normative chirps, whistles, vocalizations, glottal stops, fricatives, and speech.
Sound poetry remains a highly contestable aesthetic (and I argue, political) practice because text-sound appears at first to be an immaterial and entirely abstract endeavour. Johanna Drucker insists that, "sound poetry consists of a presencing, a bringing into being in a spatial and temporal location of the performance" (132). For this very reason " [v] isual poetry and sound poetry also share the quality of being untranslatable… because of their emphatic insistence on the bond between material form and performance" (Drucker 132 ).
Therefore, is sound poetry material or immaterial? Does the written text exist as material? In what ways is the text related to its performance? What is the difference between sound poetry and music? Dick Higgins goes so far as to assert: "One thing that sound poetry is not is music" (n.p.). Contra Higgins, Bob Cobbing describes the goal of sound poetry in the following way: "We are in a position to claim a poetry which is musical and abstract; but however hard we try Pivot 3.1 108 to do so can we escape our intellect? In the poetry of pure sound, yes" (Sound 39). Even though Nancy Perloff does not cite or refer to Higgins's "taxonomy," she implicitly situates her essay "Sound Poetry and the Musical Avant-Garde" in response to Higgins's claim when she argues that "sound poetry and music developed from similar origins" (97), namely the sonic. However, the sonic relationship between sound poetry and music can be highlighted in the notion of what I call arche-speech. The difference between sound poetry and music is typically political. What I mean by this is that music is typically assigned a privileged position as "music" in relation to a subject position imbued with the power to name music as music. "Music" is therefore a central and organizing hegemonic form of aurality while sound poetry typically occupies the margins of the sonic. Speech itself is not only spoken, but can also be a speech-an oration, lecture, or sermon-and oftentimes in the poetic avant-garde, sound poetry is performed in front of an audience. In his contribution to Marjorie Perloff's and Craig Dworkin's anthology The Sound of Poetry / The Poetry of Sound, McCaffery writes that sound poetry is the "sonic version of collage" (119). A sound poem is an interstitial point-an intersection of multiple voices, messages, and Babelian babble. In this paper I will describe what arche-speech is and how it contributes a particularly political framing to sound poetry, specifically considered as the musical within the political.
I derive arche-speech from Jacques Derrida's notion of "archewriting," which he defines in Of Grammatology: unwritten and yet material communication. Any arche is only theorizable on the basis of its own cause creating a chain of arches that extend, like turtles, all the way down. To that end, if speech is formulated on the basis of an arche-writing then writing must be formulated after an earlier instance of arche-speech. In The Sound of Poetry / The Poetry of Sound, Jacques Roubaud coins a term, the "wRitten," that he defines as a useful middle ground between speech Pivot 3.1 110 and arche-writing: "the wRitten form (wRitten: a term coined out of necessity for this purpose; orally the homonym of written) and the aural form (aural: holds the same homonymic relation with oral as wRitten does with written)" (19). The wRitten is an undecidable combinatory concept existing in between arche-writing and speech.
Roubaud attempts to name a spoken writing or a written sound.
Similarly, arche-speech attempts to theorize a spoken written. however, sound poetry denies traditional forms of interpretation because it destabilizes, in relation to its Dadaist and futurist roots, established meanings. While it may be true that sound poetry could be most fruitfully studied in its own "space" of non-meaning, the subsequent interpretation would be similarly nonsensical, requiring a different engagement. When reading about the intermedium it is difficult not to be tempted by McLuhan's famous phrase "the medium is the message" (Understanding 7), and re-write the term in relation to Higgins's intermedium. Maybe the "intermedium is the medium is the message"
or "the medium is the intermedium," or because both medium and intermedia are present in any work of art, "intermedia is the Arche-speech is speech that is protosemantic and asignificant to the construction and soundings of speech itself. In arche-speech, the medium must say something about the way that non-meaning is deployed through an intermedium that either denies or harasses the When I 'read' a visual poem, regardless of form, my first concern is the poem's performability, which is to sing: does the visuality One of the key revolutionary aspects of sound poetry is that the Symbolic, being the psychic order that keeps Law and social decorum organized, cannot incorporate the verse ohne worte that sound poetry is, and for this reason sound poetry undermines a Symbolic construction of both hermeneutics and reality. The surrealists would assuredly claim sound poetry as a part of the Imaginary, but the dadaists, and myself, would insist that sound poetry is of the Real because it cannot be incorporated into any sign system or readymade critical schema.
The Performative and the Aural
Schwitters's "Ursonate" has inspired performative interpretations of the piece: Bök's reading of it, for example, is fast, confrontational, bombastic, atonal, screeching, screaming, and vocally challenging, whereas Blonk's version is more welcoming, akin to sitting in at "story time" with wide-eyed schoolchildren present. These interpretations Thus in most cultures, the theme of noise, its audition and endowment with form, lies at the origin of the religious idea.
Before the world there was Chaos, the void and background noise. In the Old Testament, man does not hear noise until after the original sin, and the first noises he hears are the footsteps of God. (27) What is it that creates the sublime rapture and spectacle of a religious ritual that includes glossolalia? Perhaps, the relation is between the prophetic and madness. Sten Hanson writes that:
The sound poem appears to me as a homecoming for poetry, a return to its source close to the spoken word, the rhythm and Lautgedichte; it is a sonic piece that captures the pain, depression, and death of the devastating personal and cultural impact of AIDS.
Galás's vocals can be contrasted to say, Lisa Gerrard's from both her The motif of the refrain may be anxiety, fear, joy, love, work, walking, territory … but the refrain itself is the content of music.
We are not at all saying that the refrain is the origin of music, or that music begins with it. It is not really known when music begins. The refrain is rather a means of preventing music, warding it off, or forgoing it. But music exists because the refrain exists also, because music takes up the refrain, lays hold of it as a content in a form of expression, because it forms a block with it in order to take it somewhere else. (A Thousand 300)
The refrain is thus a glossolalic or glossopoeic patterning of phonemes into a particular configuration. Refrains are not material objects, but rather, abstract repetitions such as anxiety, fear, joy, or love structured as acoustic or sonic. The refrain is a patterning of archespeech that orders acoustic phonemes into a repetitive order.
What is the value of such sonic vocalizations? All parole is sound: However, even though arche-speech finds its articulations at the fringes of society, it is not easily ignored, quite the contrary, archespeech is culturally influential because it is Laut.
This essay was partially a written "history" of sound poetry, analyzing the theoretical possibilities of "arche-speech" in order to argue that sound poetry is more needed than ever in the contemporary political and cultural scene. Sound poetry has not gone away by any means (as the performances of Bök and Blonk indicate); however, the sound
